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Abstract
The growth of Internet-distributed TV services has transformed video consumption, enhancing the
level of control that viewers have over what they watch. Along with the release of entire seasons of
programming at once, this has led to the phenomenon of ‘binge-watching’, in which several epi-
sodes of a program are viewed in one sitting. This article presents the results of a novel
exploratory study focused on 40 Netflix viewing sessions from 11 millennials in their homes.
Methodologically, we employed a novel mixed-methods approach that combines objective data
(collected through a browser extension) and subjective data (collected via questionnaires com-
pleted before and after viewing). This novel approach allowed us to describe the binge-watcher’s
experience in a holistic fashion. Results suggest that binge-watching is an individual activity mainly
performed at the end of the day to relax, for boredom relief purposes, or for escapism.
Furthermore, a binge-watching session lasts for an average of 2 h and 10 min, and variations on
binge-watchers’ affective states were identified after Netflix exposure. Participants’ levels of
valence (unhappy–happy) significantly decreased after binge-watching; their positive affect values
increased primarily after watching sci-fi, while their negative affect values decreased after watching
comedy and slightly increased after watching drama. However, the levels of arousal (relaxed–
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stimulated) remained the same. This study extends our current understanding of binge-watching in
terms of viewer motivations, how it affects their viewing experiences, and participants’ subjective
affective states. The investigation contributes, thus, to a relatively new domain of research con-
cerned with the understanding of binge-watching behavior of serialized TV fiction.
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Introduction
Technology has changed the way people consume TV content, allowing them to orchestrate their
own viewing in terms of time, content, location, and devices used. The popularity of Internet-
distributed TV services such as Netflix, Amazon Video, and Hulu, together with the production of
more complex stories, have contributed to the popularization of a specific mode of TV viewing –
so-called ‘binge-watching’. Engaging in this behavior that ‘blends culture and technology’ (Steiner
and Xu, 2018: 2) means prolonging a viewing experience and engagement with a narrative world,
as well as emphasizing the story world over the lived experience (Perks, 2015).
Forty-two percent of international viewers said they binge-watched more TV series in 2017 than
they did 5 years ago (Ericsson Consumer Lab, 2017). Moreover, 45% of stream-on-demand
viewing of long-form content in 2015 was of TV series (Ericsson Consumer Lab, 2015). The
ever-increasing number of people watching serialized TV fiction in a compressed time frame
explains the recent popularity of this research topic, where surveys, interviews, and focus groups
have been common methods for studying this mode of viewing. These studies have vastly con-
tributed to the understanding of viewers’ motivations for binge-watching (see Steiner and Xu,
2018) and its effects on health (see Sung et al., 2015); however, little work has offered an overview
of the binge-watching experience through the analysis of objective and subjective data collected in
a natural viewing environment, for example, in the viewer’s home.
This article aims to contribute to a relatively new domain of research concerned with the
understanding of binge-watching behavior of serialized TV fiction (e.g. Friends, 13 Reasons Why)
on subscription video-on-demand (SVOD) platforms such as Netflix. To capture the viewers’
behavior when binge-watching serialized TV fiction in a natural setting, a situated study was
conducted in participants’ homes. We collected objective data on the interactions that viewers had
with the Netflix platform (e.g. pausing video, selecting content, etc.) through a browser extension,
and subjective data (e.g. viewer’s motivations and affective states) through questionnaires and
scales such as the Positive and Negative Affect Schedule, or PANAS (Watson et al., 1988). Data
obtained allowed us to describe the binge-watcher’s experience in a holistic way by referring to, for
example, viewers’ motivations to initiate a Netflix session (e.g. relaxation), the location where this
media consumption takes place (e.g. the bedroom), and the fluctuations (or not) of the viewers’
affective states (e.g. the feelings of guilt tend to not be altered).
The following section presents a literature review, including definitions of binge-watching,
contextual factors and motivations of this mode of viewing, and, finally, the fluctuations of
affective states surrounding media exposure. The article then explains the study methodology and
presents the results thereof. Finally, we offer a critical discussion of our findings.
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Literature review
Despite increasing numbers of academic publications on the topic (see Conlin et al., 2016; de
Feijter et al., 2016; Devasagayam, 2014; Jenner, 2015; Matrix, 2014), the concept of binge-
watching lacks a standardized definition. However, it is generally defined as the self-
determined consumption of multiple episodes of a serialized show consecutively. For instance,
Netflix defined binge-watching as consuming two to six episodes of the same show in one sitting
(Spangler, 2013), Ericsson Consumer Lab (2016) defined this behavior as watching at least two
episodes of the same series or two consecutively, while scholars such as Flayelle et al. (2019)
defined binge-watching as viewing multiple episodes of the same TV series in one session, and
Merikivi et al. (2019: 6) as the ‘consumption of more than one episode of the same serialized video
content in a single sitting at one’s own time and pace’. Although analyzing narrative components
of serialized TV fiction is beyond the scope of this article, it is worth noting the effects that some
features have on viewing behaviors, such as aesthetic qualities (Shim et al., 2017), the formulation
of complex narratives (Mittell, 2015), and the inclusion of cliff-hangers (Steiner and Xu, 2018) that
encourage continued watching.
In this article, and as a working definition for validation in this study, we operationalize binge-
watching as the consumption of at least two complete episodes of the same serialized TV fiction
consecutively. Similar definitions have been used in previous research (Ofcom, 2017; Pittman and
Sheehan, 2015), and offer the broadest interpretation of viewing multiple episodes. As noted by
Merikivi et al. (2019), binge-watching has been related to the term ‘completion’, especially when it
comes to a series finale. In our working definition, we introduce this notion at the level of each
viewing session to argue that viewers desire to obtain answers to the questions each episode
presents.
Note that we do not use the term binge-watching uncritically. We are aware of other related
concepts such as media-marathoning (Perks, 2015), but acknowledge that binge-watching is a
convenient term to use given its popularity. In fact, identifying as a binge-watcher nowadays seems
to be, as Steiner and Xu (2018: 4) argued, ‘less a confession of a weakness’ than a declaration of
one’s ‘cultural and technological bona fides’.
The phenomenon of binge-watching must be understood, therefore, within the context of the
digital era, during which many technologies have contributed to the emergence of new consumer
behaviors with the potential for overuse (Flayelle et al., 2019). Netflix’s auto-play feature is an
example of this, since it may make the interruption of a viewing session difficult (Jenner, 2018:
161; Rigby et al., 2018a).
The contextual factors of binge-watching
Besides the inherent technological component that facilitates binge-watching (Internet connec-
tions, streaming services, etc.), it is also a cultural practice that people adapt to their personal
circumstances (Mikos, 2016). Within Europe, researchers from Germany, the Netherlands, and the
United Kingdom conducted empirical studies on the topic. For example, a study of German
viewers aged 20–61 showed that this mode of viewing is often scheduled, especially during the
weekend, as a kind of personal leisure-time event that is shared with others (e.g. partners and
friends) when there are shared viewing interests (Mikos, 2016).
In the Netherlands, 18- to 34-year-olds tend to binge-watch alone at home, with the living room
and the bedroom being the most popular spaces (de Feijter et al., 2016). Activities such as eating
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and mobile messaging are common while binge-watching. Moreover, for nearly half of viewing
sessions analyzed by de Feijter et al. (2016), participants watched longer than they intended,
leading them to reschedule previously planned activities (e.g. chores). A UK study concluded that
binge-watching sessions, defined as watching multiple episodes of the same content, last 02:07:41
on average, and 31% used handheld mobile devices (Rigby et al., 2018b).
Motivations to binge-watch
Audience and reception studies researchers have extensively relied on the uses and gratifications
theory (U&G), which recognizes ‘the potential for audience initiative and activity’ (Rubin, 1994b,
in Ruggiero, 2000: 8). Most recently, this has been applied to the analysis of binge-watching.
Pittman and Sheehan (2015) explored the motivations concerning the frequency and planning of
binge-watching, as well as in watching a complete season of a serialized TV fiction program in 1 or
2 days. Results suggested that the more engaged a viewer is with the narrative, the more frequently
they binge-watch. This level of engagement may not only be reached because of the quality of the
shows but also because of the viewers’ efforts to limit outside distractions. Moreover, the moti-
vation of social interaction helps to explain the binge-watching phenomenon as an activity that is
carefully planned beforehand.
Panda and Pandey (2017) also explored binge-watchers’ motivations. Findings indicated that
social interaction, escape from reality, easy accessibility to content, and advertising effectiveness
of content providers (e.g. through viral content trailers) motivated US college students to binge-
watch more, and that ‘the more the students binge watch, the higher their propensity to spend more
time subsequently doing so’ (Panda and Pandey, 2017: 435). Catching up, relaxation, a sense of
completion, cultural inclusion, and improved viewing experience are the binge-watchers’ main
motivations identified by Steiner and Xu (2018). Unsurprisingly, some of these motivations (e.g.
relaxation) mirror those of regular television audiences (see Rubin, 1983), while others are con-
nected to the affordance of current viewing technologies (e.g. catching up, sense of completion).
The impact of technology on viewers’ motivations is also related to what Shim and Kim (2018)
called sense of efficiency and perceived control, which they found to be two utilitarian motivations
for the rapid consumption of media in South Korea.
Fluctuations on affective states
Analyzing affective states offers another perspective of investigating viewing experiences. Peo-
ples’ affective states and contexts influence the selection of the content they consume (Soleymani
et al., 2016). It is worth noting that the term affect1 is used in this article ‘to describe the strictly
biological portion’ of an emotion (Nathanson, 1994: 45), the latter understood as the ‘reflective
judgment made on the affective experience’ (Basch, 1976: 770).
The assessment of subjects’ emotions at the beginning and end of a study by collecting self-
reported data has a long history in experimental and clinical investigations (Pollak et al., 2011).
Valence and arousal have been the most used dimensions to conceptualize affect. Researchers
using audiovisual content stimuli have relied on different models such as the seven primary-
process emotions from Affective Neuroscience (see Radeta et al., 2014) and the Affect and
Potency scale (see de Feijter et al., 2016). However, two popular tools based on the valence–
arousal two-dimensional framework are the PANAS with over 31,500 citations,2 and the Self-
Assessment Manikin (SAM) with over 5,800 citations.3
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The PANAS (Watson et al., 1988) consists of 20 items measuring the positive and negative
dimensions of affective states, rated on 5-point Likert-type scales. Positive affect (PA) illustrates
‘the extent to which a person feels enthusiastic, active, and alert’ while negative affect (NA)
reflects the ‘subjective distress and unpleasurable engagement’ related to aversive affective states
(Watson et al., 1988: 1063). Scholars have used PANAS to explore whether watching emotionally
arousing films increases pain thresholds and group bonding (Dunbar et al., 2016), to study the
release of hormones by TV soccer spectators (van der Meij et al., 2012), and to analyze the
relationship between serialized TV fiction watching and binge-watching (Flayelle et al., 2019).
The SAM (Bradley and Lang, 1994) is a pictorial scale that assesses participants’ arousal, valence,
and dominance, where participants identify the manikin representing their current state for each
dimension. SAM has been applied to advertising studies (Morris, 1995) and to analyzing affective
reactions to movies (Codispoti et al., 2008).
Study overview
The literature review found that binge-watching has attracted a large amount of attention from
scholars, who have investigated the phenomenon using a variety of methods. However, it seems
that quantitative and qualitative data are rarely combined. In our study, we further investigate
binge-watching by employing a novel approach of combining objective and subjective data col-
lected in a natural environment, to give more holistic insights.
We conducted a 10-day situated study within the home to answer the following research
questions:
RQ1: What are the contextual factors surrounding binge-watching serialized TV fiction
on Netflix?
RQ2: What are the main motivations for beginning a Netflix viewing session?
RQ3: How do binge-watchers’ affective states change before and after Netflix exposure,
if at all?
To answer these, we collected data about participants’ Netflix activity via a browser extension,
which also administered questionnaires to collect qualitative and quantitative data about the
participants’ viewing experiences.
Method
Participants
The study was conducted on a Portuguese island, focusing on (a) millennials (born between 1981
and 1997 according to Pew Research) – the generation that binge-watches the most (Deloitte,
2015), and (b) on Netflix, which accounts for approximately 47% of SVOD subscribers in the
European Union (European Audiovisual Observatory, 2017).
Thirteen participants (five female, eight male) with a mean age of 26.85 (SD ¼ 4.41) were
recruited through mailing lists, social media, and word of mouth. Eleven were Portuguese, one was
Australian, and one was Bangladeshi. Six were students, five were professionals, and two iden-
tified as both. Participants received a €20 gift card for participating.
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Tools and materials
Netflix subscriptions were provided to participants for the duration of the study for video
streaming. Participants were free to watch anything they liked, though this study was only con-
cerned with the viewing of serialized TV fiction. Furthermore, for experimental control we only
collected data for Netflix viewing, even though participants may have used other platforms.
Participants used their own computers for viewing.
The literature review informed the design of pre- and post-session questionnaires to explore the
context in which binge-watching activity occurs (e.g. location, time), the motivations for viewing,
the viewers’ variations in affective states, and specific details about their viewing experiences.
The pre-session questionnaire asked participants about motivations for viewing and how much
content they intended to watch. They chose from motivations based on taxonomies used by Pittman
and Sheehan (2015) and Cha and Chan-Olmsted (2012): escapism, relaxation, boredom relief,
hedonism, companionship, social interaction, learning, none of these, other (please state which). To
assess viewers’ arousal and valence, the PANAS (Watson et al., 1988) and the SAM (Bradley and
Lang, 1994) were included. Following previous research (see Codispoti et al., 2008), we limited
SAM to the dimensions of valance (unhappy to happy) and arousal (relaxed to stimulated).
The post-session questionnaire also included the SAM and PANAS to allow for comparison with
pre-viewing levels. Participants also recorded the viewing context (which room they watched in,
whether they watched alone, which screen they used, etc.). We also collected qualitative data con-
cerning the viewing experience, combining questions from the Immersive Experience Questionnaire
for Film and TV (Film IEQ) (Rigby et al., 2016, 2019) and additional questions that allowed us to
explore, for instance, participants’ affective states. Steiner and Xu (2018) suggested the attentiveness
spectrum to analyze thebinge-watchingexperience insteadof the dichotomous active–passiveviewing
on which the U&G approach is based. In line with this, we asked participants, ‘To what extent did the
content you watched during this session hold your attention?’ Attentional focus is one of the dimen-
sions of experiential engagement in narratives, describing viewer focus on (or distraction from) the
program (Busselle and Bilandzic, 2009). This connects with the concept of immersion, defined as the
experience ofbeing transported into ‘anelaborately simulatedplace’ that a narrative proposes (Murray,
1997: 98). Therefore, we asked participants, ‘How immersed did you feel during this session?’
As stated previously, the concept of binge-watching lacks a standardized definition. To help us
to reflect on the appropriateness of our working definition, participants were asked, ‘Would you
say you binge-watched during this session?’ after Netflix exposure. Seven people piloted the pre-
and post-session questionnaires prior to the study, which led to small changes to the wording of the
questions for comprehension and clarity.
We also developed a browser extension for Google Chrome to log interactions with the Netflix
interface (e.g. pauses, content selection, time skips, etc.), which was installed on participants’
computers. These data were logged to spreadsheet to allow for post hoc analysis. This allowed us to
better understand the viewing sessions in terms of duration, timing, and frequency of events. The
extension also administered the pre- and post-viewing questionnaires, reducing the risk of parti-
cipants forgetting to complete them. Again, this was logged for post hoc analysis.
Procedure
Prior to the study, face-to-face sessions introduced the project to the participants. They also
completed a demographic questionnaire and a questionnaire about their current viewing habits
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(e.g. all of them were used to using their laptops to consume TV programs). The browser extension
was installed on their laptops, and the correct use of the materials was demonstrated to prevent
misinterpretation. At the end of the orientation, participants signed a consent form.
The study took place in participants’ homes in Summer 2017, lasting 10 days (6 weekdays and
2 weekends). Participants were asked to watch Netflix on the laptop which had the browser
extension installed. However, they were given the option to connect their laptop to the TV set via a
cable if it was their normal viewing practice.
The browser extension collected data for each viewing session. It prompted the participants to
complete questionnaires at the start and end of each session, and logged viewing activity in the
background throughout. We defined a viewing session as any viewing activity that is bounded by
15 min of non-viewing before and after, as we argue that such a pause would break the viewer’s
immersion (Murray, 1997). In other words, pausing viewing for more than 15 min, whether
between or during episodes, would end the current session and commence a new one. After the
study, participants were debriefed and the extension uninstalled.
Results
Of the 98 viewing sessions logged from 13 participants, we identified 66 valid sessions from 11
participants. Invalid sessions were any that (a) did not have responses to both questionnaires, (b)
lasted less than 2 min (we assumed that no content was watched), and/or (c) were focused on the
consumption of media other than serialized TV fiction (e.g. movies). These sessions were not
considered for analysis. We defined that an episode was ‘watched until the end’ when the parti-
cipant watched at least 10-s before the start of the final credits of each episode. This 10-s window
before the credits aimed to mitigate different reaction times (e.g. stop playing or move to the next
episode) without losing the episode’s narrative.
From the 66 viewing sessions, 40 qualified as binge-watching sessions, that is, at least two
episodes of the same program were watched until the end in one sitting. Concerning the data
analysis, data from the pre- and post-viewing session questionnaires were interpreted by means of
descriptive statistics, with the exception of the PANAS and SAM scales. In these cases, Wilcoxon
signed rank (WSR) tests were performed to compare levels before and after binge-watching.
Before the study, participants reported watching an average of 92 min or two episodes of a TV
fiction program per sitting, meaning they could all be broadly characterized as binge-watchers.
Interestingly, only one participant had a Netflix subscription before the study. This may be due to
participants relying on free and unofficial websites to watch TV fiction online, because Netflix
was introduced in Portugal less than 2 years before the study, or because participants feel that
Netflix is expensive. Therefore, the results presented here mainly illustrate participants’ first
experiences with Netflix. Throughout the study, participants watched two or more full episodes
of the same TV fiction show in one sitting in 40 viewing sessions (see Table 1). As Table 1
shows, 47.5% (n ¼ 19) of the 40 sessions were performed by three participants. Moreover, at the
end of each viewing session, we asked participants, ‘In this session, do you think you behaved
differently because you were part of this study?’ In 75% (n ¼ 30) of the sessions, participants
replied that they did not behave differently. In 20% (n ¼ 8) they considered that they behaved ‘a
little’ differently, and in 2.5% (n ¼ 1) they said that they behaved ‘a lot’ differently. We also
asked, ‘How likely is it that you will watch more of the shows you watched, or similar shows, in
the future and outside of the frame of the study?’ In 55% (n ¼ 22) and in 25% (n ¼ 10) of the 40
sessions, participants said they were ‘extremely likely’ and ‘likely’ to watch more of the shows
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they watched in the study, respectively. Therefore, we consider these results an accurate
reflection of participants’ natural behavior.
Time slot and duration of the session
The number of binge-watching sessions were higher during weekdays (60%, n ¼ 24) than during
the weekends (40%, n ¼16). Nighttime (21:00–16:59) and evening (17:00–20:59) were the most
popular dayparts to binge-watch on Netflix, 37.5% (n ¼ 15) of the 40 during the night, 32.5%
(n¼ 13) during the evening. Only 20% (n¼ 8) of the sessions took place in the afternoon (12:00–
16:59) and 10% (n ¼ 4) in the morning (05:00–11:59). On average, the 40 viewing sessions
lasted 02:10:40 (HH:MM:SS). To better visualize the duration of the sessions, these were
organized into time intervals of 29 min. Twenty percent (n ¼ 8) of the viewing sessions lasted
61–90 min, 20% (n ¼ 8) 91–120 min, and another 20% (n ¼ 8) 151–180 min. Fifteen percent
(n ¼ 6) lasted 121–150 and 12.5% (n ¼ 5) 31–60 min. The longest session was 06:08:11 and the
shortest 00:47:38.
On average, evening sessions (n ¼ 13) lasted 02:13:48, followed by afternoon sessions (n ¼ 8),
which lasted an average of 02:04:50. During the night (n ¼ 15), the average descends to 01:42:02.
Interestingly, morning sessions (n ¼ 4) lasted an average of almost 4 h (03:59:26). This is
explained by two viewing sessions performed by one of our participants, in which the individual
spent an average of 05:30:43 watching Netflix.
Time management and self-control
Participants seemed to have some control over the time they spent watching. In fact, in 52.5%
(n ¼ 21) of the 40 sessions, participants watched ‘as much as they intended’ in the beginning. The
average time spent was 01:32:03. In terms of awareness of the time spent watching, in 19% (n¼ 4)
of the sessions participants were ‘completely aware’, in 9.5% (n ¼ 2) they were ‘considerably
aware’, in 47.6% (n ¼ 10) they were ‘moderately aware’, and in 23.8% (n ¼ 5) they were ‘slightly
aware’.
Table 1. Participant ID, number of viewing sessions, and content watched.
Participant
ID
Num. of
sessions Content watched
1 2 Sense8
2 1 Master of None
3 2 Master of None
4 6 13 Reasons Why, Stranger Things
5 2 Stranger Things
6 3 Master of None, Rick and Morty
7 4 Ozark, Sense8
9 7 Arrested Development, Death Note, Disjointed, Drama World, Flaked, Master of None,
The Defenders
11 4 13 Reasons Why
12 3 13 Reasons Why, Sense8, Stranger Things
13 6 Castlevania, Master of None
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Participants watched ‘more than intended’ in 45% (n ¼ 18) of sessions, spending an average of
02:55:06. The main reasons given for watching more content than they intended were that ‘the
story line(s) was engaging’ (n ¼ 14) and that they ‘had some extra free time’ (n ¼ 3). The option,
‘It played the next episode, so I just continued watching’, was only selected once. In terms of
awareness, in 33.3% (n ¼ 6) of the 18 sessions and in 27.8% (n ¼ 5) where the subjects watched
more than intended, participants indicated that they were ‘slightly aware’ and ‘considerably
aware’, respectively. In 22.2% (n ¼ 4) of the 18 viewing sessions, subjects were ‘moderately
aware’, and were ‘completely unaware’ in 16.7% (n ¼ 3). Per type of content, drama (n ¼ 8) and
sci-fi (n ¼ 6) seemed to be the genres that fostered longer viewing sessions.
Location and screen
The bedroom was slightly more popular than the living room area for binge-watching, with 55% of
the 40 sessions (n ¼ 22) taking place in the bedroom and 45% (n ¼ 18) in the living room. This
may be affected by the time of day when participants watched Netflix. During the night (n ¼ 15),
the bedroom was the most popular room for binge-watching (n ¼ 12), followed by the living room
(n¼ 3). During the evening (n¼ 13) and afternoon (n¼ 8), the living room was the preferred area,
with eight sessions happening in the evening and five in the afternoon.
Watching Netflix alone was more common than watching with someone else. In 85% (n ¼ 34)
of the 40 sessions, participants consumed more than one complete episode of the same program by
themselves. In only 7.5% (n ¼ 3) of the sessions, participants watched the episodes with someone
else during the whole session, and in 7.5% (n¼ 3) participants watched the episodes with someone
else but not during the whole session. It is worth noting that, of these six sessions, four of them
were performed by the same participant.
By type of screen, the laptop was the most popular device. In only 22.5% (n ¼ 9) of the 40
sessions, participants connected their laptop to a separate monitor (e.g. TV screen) in the living
room. Interestingly, in 44.4% (n ¼ 4) of these nine sessions, participants were watching Netflix
with someone else.
Constructing a distraction-free viewing environment was not a very popular practice. In 27.5%
(n ¼ 11) of the 40 sessions, individuals decided to, for example, turn the lights or their phone off.
However, the creation of this distraction-free environment was only completely successful in
27.3% (n¼ 3) of the 11 sessions, in which participants reported to have never noticed things in the
real world taking place around them. In the rest of the sessions, participants did notice things
happening in their surroundings either ‘rarely’ (27.3%, n ¼ 3), ‘sometimes’ (27.3%, n ¼ 3), or
‘frequently’ (18.2%, n¼ 2). Additionally, in 40% (n¼ 16) of the 40 viewing sessions, participants
used headphones.
Performance of other tasks
In 32.5% (n ¼ 13) of the 40 sessions, participants performed other tasks while watching. In 57.5%
(n ¼ 23) of the 40 sessions, participants used other technological devices while watching Netflix.
In 37.5% (n ¼ 15) of the cases, the usage of a second screen was not related to the show they were
consuming (e.g. checking e-mail, playing games), while in 10% (n¼ 4), participants used a second
screen to look for information related to the show (e.g. searching for an actor, consulting IMDB).
The combination of both types of activities (related and unrelated to the program) happened in 10%
(n ¼ 4) of the viewing sessions.
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Media multitasking, understood as the simultaneous consumption of media on different platforms
or devices (see Ophir et al., 2009), may affect viewers’ immersion in the narrative as well as their
level of understanding of content watched. Self-reported data show that, in viewing sessions where
individuals used other devices during Netflix exposure, they were ‘completely immersed’ in 2
sessions (1 focused on sci-fi and 1 focused on drama), ‘very immersed’ in 9 (5 focused on sci-fi and 4
on drama), and ‘moderately immersed’ in 11 sessions (4 focused on drama, 3 on comedy, 1 on sci-fi,
1 on action, and 2 that included a mix of genres). In the sessions where viewers did not use any other
device (43.9%, n ¼ 18), participants reported having been ‘completely immersed’ in four (three
focused on drama and one on sci-fi), ‘very immersed’ in five (five comedy), and ‘moderately
immersed’ in eight (two focused on sci-fi, three on action, one on drama, and two on comedy).
Similarly, in 10 sessions (3 focused on comedy, 2 on sci-fi, 2 on drama, 1 on action, and 2 that
mixed genres) where the participants used other devices while watching Netflix (57.5%, n ¼ 23),
participants reported a ‘very good level of understanding’ of what happened in the program, while
in 10 sessions (3 focused on sci-fi and 7 on drama), they reported having a ‘good level of
understanding’ and a ‘fair level’ in 2 (focused on sci-fi).
Motivations
Immediately before viewing, we asked participants, ‘What has motivated you to start watching?
Check all [options] that apply’. ‘Relaxation’ and ‘boredom relief’ were the two primary reported
motivations, followed by ‘escapism’ (see Table 2). Data showed that launching Netflix just to
comply with the study was not a strong motivation.
Relaxation was the main motivation for watching Netflix at the end of the day (n ¼ 8 viewing
sessions happened in the evening and n ¼ 10 at night). Of all the genres, drama appears to be the
most popular among those individuals who opened Netflix to relax. In fact, in 47.8% (n ¼ 11) of
the viewing sessions in which ‘relaxation’ played a motivational role, participants watched a
drama. In 21.7% (n ¼ 5) they watched a sci-fi show, in 17.4% (n ¼ 4) a comedy, and in 8.7%
(n ¼ 2) an action program. With regard to the time spent watching, seven of this group of sessions
lasted 92–122 min, and six lasted 154–184 min.
Boredom relief as a motivation for watching TV fiction on Netflix was popular in the afternoon
(n ¼ 6) and evening sessions (n ¼ 6). Six of the sessions were focused on comedy, five on drama,
four on sci-fi, and one on action. Moreover, in two viewing sessions, participants combined two
different types of genres. The durations of the viewing sessions motivated by boredom relief were
slightly shorter than those motivated by relaxation (n ¼ 4 lasted 61–91 min; n ¼ 4, 92–122 min;
and n ¼ 3, 123–153 min).
Table 2. Motivations for watching Netflix.
Motivation Num. of viewing sessions
Relaxation 23
Boredom relief 18
Escape 15
Learning 3
Hedonism 1
Companionship 1
10 Convergence: The International Journal of Research into New Media Technologies XX(X)
The third most popular motivation was escapism, which was predominantly popular in those
viewing sessions performed at the end of the day (n¼ 7 sessions happened in the night and n¼ 4 in
the evening). Drama was the most consumed genre (46.7%, n¼ 7), followed by sci-fi (20%, n¼ 3)
and comedy (13.3%, n ¼ 2). The sessions motivated by escapism had durations that varied from
92–122 min (33.3%, n ¼ 5) to 154–184 min (26.8%, n ¼ 4).
Defining binge-watching
Concerning the question, ‘Would you say you binge-watched during this session?’, 6 participants
out of 11 considered that they did not binge-watch in 27.5% (n ¼ 11) sessions, while 10 parti-
cipants considered that they had binge-watched in 62.5% (n¼ 25) sessions. Data from the browser
extension showed that in 5 of those 11 not-perceived-as-bingeing sessions, participants watched
two complete episodes of the same show, and, in 3 viewing sessions, participants watched two full
episodes of the same program and played other episodes that they did not watch until the end. In
one session, the participant considered that watching three episodes of a show whose episodes
lasted between 9 and 18 min did not fit their understanding of binge-watching. This suggests that
watching two episodes of the same program or not watching the episodes until the end may cause
the participants to feel that they did not binge-watch.
Spending more time on Netflix than initially intended seemed to influence the perception that
viewers have about the concept of binge-watching. In 27.3% (n ¼ 3) of the not-perceived-as-
bingeing sessions (n ¼ 11), viewers had difficulty stopping their viewing due to the engaging
story lines. Consequently, they watched more episodes than they had initially planned. This hap-
pened in 62.5% (n ¼ 15) of the perceived-as-bingeing sessions (n ¼ 24). The level of attention
seemed to affect viewers’ perceptions of what they defined as a bingeing or non-bingeing experience.
Data showed that the viewed content held viewers’ attention ‘completely’ and ‘considerably’ in
29.2% (n¼ 7) and 58.3% (n¼ 14) of the perceived-as-bingeing sessions, respectively. The numbers
dropped notably in the case of the not-perceived-as-bingeing sessions. The program held the
attention of the viewer ‘completely’ in 18.2% (n¼ 2) and ‘considerably’ in 27.3% (n¼ 3) of those 11
sessions. Higher levels of attentiveness were recorded in those sessions characterized by the viewer
as ‘bingeing’ sessions. Similar results were obtained for the data about viewers’ self-reported levels
of immersion. In 54.2% (n ¼ 13) and 16.7% (n ¼ 4) of the perceived-as-bingeing sessions, parti-
cipants reported to being ‘very’ and ‘completely’ immersed, respectively. The numbers dropped to
9.1% (n ¼ 1) and 18.2% (n ¼ 2) of the not-perceived-as-bingeing sessions.
Changes in affective states
Analysis of the SAM data identified significant differences for valence before (Mdn¼ 3) and after
(Mdn ¼ 1) binge-watching, meaning that participants’ levels of happiness decreased after Netflix
exposure. Arousal, however, remained the same (Mdn ¼ 2), suggesting that participants’ levels of
relaxation–stimulation remained static after binge-watching. By genre, the type of content watched
did not affect binge-watchers’ changes in affective states, as the data from the WSR tests illustrate
in Tables 3 and 4.
Regarding the values obtained from PANAS data (see Table 5), the WSR test showed
significant differences for PA and NA. After binge-watching, PA increased, while NA
decreased. The greatest increase (þ13) in PA was recorded by a female participant watching
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Stranger Things. Concerning NA, this (þ4) was recorded by a female participant watching 13
Reasons Why.
By genre, the WSR test showed that PA increases after binge-watching comedy, drama,
and sci-fi (see Table 6). A significant difference was registered in relation to sci-fi (n ¼ 10;
Mdn before ¼ 18; Mdn after ¼ 24; Z ¼ 2.807; p ¼ 0.005). In the case of the NA (see Table
7), the affect decreased after comedy exposure (n ¼ 10; Mdn before ¼ 13; Mdn after ¼ 11; Z
Table 3. SAM: Median values for valence.
Genre (num. of sessions) Median before Median after WSR
Comedy (n ¼ 10) 3 1 Z ¼ 2.877; p ¼ 0.004
Drama (n ¼ 3) 3 1 Z ¼ 2.994; p ¼ 0.003
Sci-fi (n ¼ 10) 3.5 2 Z ¼ 2.539; p ¼ 0.011
Action (n ¼ 4) 3.5 1 Z ¼ 1.841; p ¼ 0.564
Note: SAM: Self-Assessment Manikin; WSR: Wilcoxon signed rank test.
Table 4. SAM: Median values for arousal.
Genre (num. of sessions) Median before Median after WSR
Comedy (n ¼ 10) 2 2 Z ¼ 0.322; p ¼ 0.748
Drama (n ¼ 13) 2 2 Z ¼ 0.768; p ¼ 0.443
Sci-fi (n ¼ 10) 2.5 2 Z ¼ 1.380; p ¼ 0.168
Action (n ¼ 4) 2.5 2 Z ¼ 0.577; p ¼ 0.180
Note: SAM: Self-Assessment Manikin; WSR: Wilcoxon signed rank test.
Table 5. PANAS: Median values for PA and NA.
PA NA
Before 18 12
After 20.5 11.5
WSR Z ¼ 2.028; p ¼ 0.043 Z ¼ 2.573; p ¼ 0.010
Note: PANAS: Positive and Negative Affect Schedule; PA: positive affect; NA: negative affect; WSR: Wilcoxon signed rank
test.
Table 6. PANAS: Median values for PA.
Genre (num. of sessions) Median before Median after WSR
Comedy (n ¼ 10) 17 19 Z ¼ 0.654; p ¼ 0.513
Drama (n ¼ 13) 20 21 Z ¼ 0.669; p ¼ 0.504
Sci-fi (n ¼ 10) 18 24 Z ¼ 2.807; p ¼ 0.005
Action (n ¼ 4) 21 18.5 Z ¼ 0.378; p ¼ 0.705
Note: PANAS: Positive and Negative Affect Schedule; PA: positive affect; WSR: Wilcoxon signed rank test.
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¼ 2.506; p ¼ 0.012) and slightly increased with drama (n ¼ 13; Mdn before ¼ 12; Mdn
after ¼ 13; Z ¼ 0.446; p ¼ 0.656). Negative emotions seem to surround excessive media
consumption. Nonetheless, the analysis of the data given for this specific item of the PANAS
scale showed that binge-watching did not affect the levels of participants’ guilt (before, Mdn
¼ 1; after, Mdn ¼ 1).
Discussion
This article presents an investigation of the binge-watching mode of viewing among millennials.
Concerning the contextual factors (RQ1), our findings present binge-watching as an individual
activity performed on weekdays, primarily, during the night (in the bedroom) and the evening (in
the living room). For a screen, the laptop is preferred over the TV set. Similar to findings from
previous research (see Rigby et al., 2018b), the average binge-watching session in our study lasted
02:10:40, during which viewers tended to perform activities unrelated to the show, such as eating
and using mobile devices. Self-reported data suggested that media multitasking did not have a
notable impact on viewers’ levels of immersion.
Relaxation, boredom relief, and escapism were the three main motivations to start watching TV
fiction on Netflix (RQ2), aligning with the insights obtained in previous research (Pittman and
Sheehan, 2015). Viewers had different motivations for watching Netflix according to the time of
the day (i.e. relaxation and escapism in the evening and night, and boredom relief in the afternoon
and evening). The duration of the sessions initiated to relieve boredom was slightly shorter than
those motivated by relaxation and escapism.
Concerning participants’ levels of control over their viewing, no clear trend was identified.
Participants watched as much as they had initially planned in 52.5% of the sessions, and in almost
half of those, participants were ‘moderately aware’ of the time spent. On average, these sessions
lasted around 1.5 h. Comparable to the results obtained by de Feijter et al. (2016), the number of
sessions where participants watched more episodes than they had previously intended was also
noteworthy: 45% of the total. The main reason for extending Netflix exposure was the engaging
story lines. Surprisingly, the auto-play feature offered by Netflix did not influence participants
spending more time watching, and Netflix’s exposure did not alter participants’ feeling of guilt.
Regarding affective state fluctuations (RQ3), participants’ levels of valence (unhappy–happy)
significantly decreased after Netflix exposure. For some, this could be related to the fact that
returning to reality after being immersed in a narrative world could result in feeling less happy.
Further investigation into the personal interpretations of such results would be needed to clarify
these assumptions. Contrarily, the levels of arousal (relaxed–stimulated) remained static, which
contradicts the results of Kubey and Csikszentmihalyi (2002). In their study on linear TV, they
Table 7. PANAS: Median values for NA.
Genre (num. of sessions) Median before Median after Wilcoxon signed rank
Comedy (n ¼ 10) 13 11 Z ¼ 2.506; p ¼ 0.012
Drama (n ¼ 13) 12 13 Z ¼ 0.446; p ¼ 0.656
Sci-fi (n ¼ 10) 13 13 Z ¼ 0.921; p ¼ 0.357
Action (n ¼ 4) 13 10 Z ¼ 1.841; p ¼ 0.066
Note: PANAS: Positive and Negative Affect Schedule; WSR: Wilcoxon signed rank test; NA: negative affect.
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observed that this sense of relaxation, where people quickly immersed themselves, evaporates
when the TV is turned off. Concerning the genre, the content watched did not affect binge-
watchers’ arousal and valence. However, PANAS data indicated that PA values increased after
binge-watching comedy, drama, and especially sci-fi. As expected, the NA values decreased after
watching comedy and slightly increased after watching drama.
As described in the introduction, we operationalized binge-watching as watching at least two
complete episodes of the same TV fiction show immediately after each other. We analyzed ses-
sions conforming to those requirements and found that this definition of binge-watching was
supported by more than a half of participants’ impressions about their viewing experiences. In
particular, for 62.5% of those sessions, participants responded positively when asked ‘Would you
say you binge-watched during this session?’, even though one could argue that consuming two
episodes of the same show in a row is also a part of broadcast and cable viewing. However, the
definition suggested by Merikivi et al. (2019) seems to support this definition.
From the participants’ perspectives, the main doubts about what qualifies as binge-watching
emerged when participants did not watch all the episodes until the end, even if they had watched at
least two complete episodes from the same show in the same sitting. This suggests the importance
of completion when engaging in this mode of viewing. Low levels of attention and immersion
seemed to have also discouraged participants from using the term ‘binge-watching’ when
describing a viewing session. However, people may have differing personal definitions (Jenner,
2016) according to factors such as age, occupation, family situation (Horeck et al., 2018), the genre
of the program and episodes’ length, and the viewing and production culture they are part of.
Definitions that are susceptible to change with the evolution of their own habits.
Limitations and future research
This research represents a detailed contribution to the understanding of binge-watching.
Despite the novelty of the study’s design and, in particular, the development of the brow-
ser extension for logging of objective data, there are some limitations. The study is focused on
the viewing habits of 11 millennials living in a southern European country. We acknowledge
that the sample size could be larger, but this project was very much intended to be an
exploratory study. Furthermore, the sample size is in line with studies of a similar nature that
investigate audience behavior, such as Radeta et al. (2014), Mikos (2016), and Rigby et al.
(2018a). This also reflects the difficulty experienced in recruiting participants for this study,
perhaps due to the requirement of installing logging software on participants’ computers, but
also because the study took place on a small island with a low population. Further research
would benefit from a larger sample, from approaching the phenomenon from a cross-cultural
and cross-generational perspective, and from also conducting a similar research with parti-
cipants who are regular Netflix viewers. Additionally, the development of a software com-
patible with smart TVs should be further explored.
The combination of subjective and objective data in a natural environment is one of the
strengths of this study. However, the analysis of participants’ emotions is only based on self-
reports of 11 people, making it difficult to offer meaningful explorations of how PA relates to the
generation of NA in the context of binge-watching. Future research could benefit from a mixed-
methods approach combining, perhaps, skin conductance and questionnaires. This could give
insight into ‘both the conscious and the unconscious emotional experiences of watching a TV
program’ (Heiselberg, 2018: 31).
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The observation of viewers’ levels of attention (see Barreda, 2013) and immersion (see Rigby
et al., 2019) that this article offers is only exploratory. For an accurate analysis of those compo-
nents, validated questionnaires could be used in combination with physiological data (e.g. eye
movements, heart rate). Moreover, this study was conducted in 2017, which explains the absence
of some binge-watching motivations identified in more recent research (Steiner and Xu, 2018),
such as catching up and sense of completion, which could be included in future projects. Future
research could further probe the media multitasking aspect of binge-watching, the different types
of breaks that viewers take during viewing, and how these two elements may affect viewing
experiences. The field of audience studies would also benefit from the design of a longitudinal
investigation that considers how viewers’ binge-watching habits change over time.
Conclusion
This study investigated the binge-watching habits of 11 millennials in their homes. We employed a
novel mixed-methods approach, combining objective data collected through a browser extension
and subjective data collected via questionnaires before and after viewing. This allowed us to
explore the binge-watching practices in a holistic way. We found that participants most often
binge-watched (according to our definition) alone on weekday evenings and nights, mostly in the
living room and bedroom. They did so to relax, relieve boredom, and for escapism. Binge sessions
lasted just over 2 h on average, and participants watched more than originally intended in nearly
half of the sessions. However, this did not increase feelings of guilt. As expected, participants’ own
perceptions and definitions of binge-watching were highly variable.
Acknowledgements
We would like to thank Mo´nica S. Cameira˜o, Sergi Bermu´dez i Badia and Harry Vasanth for their
contribution to the project, as well as to the study participants.
Funding
The author(s) disclosed receipt of the following financial support for the research, authorship, and/
or publication of this article: This work was funded by FCT/MCTES LARSyS (UID/EEA/50009/
2013 (2015-2017)) and MITI/Excell (M1420-01-0145-FEDER-000002-MITIExcell).
Notes
1. Hillis et al. (2015) reflect upon the coexistence of multiple definitions of affect.
2. Data from Google Scholar, February 9, 2019.
3. Data from Google Scholar, February 9, 2019.
References
Barreda MA (2013) La investigacio´n sobre la atencio´n durante el consumo de televisio´n: Avances actuales y
retos futuros. Historia y Comunicacio´n Social 18: 571–580.
Basch MF (1976) The concept of affect: A re-examination. Journal of the American Psychoanalytic Asso-
ciation 24: 759–777.
Bradley MM and Lang PJ (1994) Measuring emotion: The self-assessment manikin and the semantic differ-
ential. Journal of Behavior Therapy and Experimental Psychiatry 25(1): 49–59.
Busselle R and Bilandzic H (2009) Measuring narrative engagement. Media Psychology 12: 321–347.
Cha J and Chan-Olmsted SM (2012) Substitutability between online video platforms and television. Journal-
ism and Mass Communication 89(2): 261–278.
Castro et al. 15
Codispoti M, Surcinelli P, and Baldaro B (2008) Watching emotional movies: Affective reactions and gender
differences. International Organization of Psychophysiology 69(2): 90–95.
Conlin L, Billings AC, and Averset L (2016) Time-shifting vs. appointment viewing: The role of fear of
missing out within TV consumption behaviours. Communication and Society 29(4): 151–164.
de Feijter D, Khan V, and van Gisbergen M (2016) Confessions of a ‘guilty’ couch potato. Understanding and
using context to optimize watching behaviour. In: International Conference on Interactive Experiences for
TV and Online Video – TVX’16, Chicago, USA, 22–24 June 2016, pp. 59–67. ACM. DOI: 10.1145/
2932206.2932216.
Deloitte (2015) Digital democracy survey. A multi-generational view of consumer technology, media and
telecom trends. Available at: https://www2.deloitte.com/content/dam/Deloitte/global/Documents/Technol
ogy-Media-Telecommunications/gx-tmt-deloitte-democracy-survey.pdf (accessed 6 May 2017).
Devasagayam R (2014) Media bingeing: A qualitative study of psychological influences. In: Marketing
Management Association 2014. Once Retro, Now Novel Again (eds D DeLong, D Edmiston, and R
Hightower), Chicago, USA, 26–28 March 2014, 40–44. Available at: http://www.mmaglobal.org/publica
tions/Proceedings/2014-MMA-Spring-Conference-Proceedings.pdf (accessed 17 October 2016).
Dunbar RIM, Teasdale B, Thompson J, et al. (2016) Emotional arousal when watching drama increases pain
threshold and social bonding. Royal Society Open Science 3(9): 160288.
Ericsson Consumer Lab Report. (2015). TV and Media 2015. Presentation. Available at: https://www.slide
share.net/mswatiking9/the-empowered-tv-media-consumers-influence (accessed 26 September 2016).
Ericsson Consumer Lab Report (2016) TV and Media 2016. Presentation. Available at: https://www.ericsson.
com/assets/local/trends-and-insights/consumer-insights/consumerlab/reports/tv-media-2016-presenta
tion-ericsson-consumerlab.pdf (accessed 15 February 2017).
Ericsson Consumer Lab Report (2017) TV and Media 2017. A consumer-driven future of media. Available at:
https://www.ericsson.com/assets/local/careers/media/ericsson_consumerlab_tv_media_report.pdf
(accessed 4 March 2018).
European Audiovisual Observatory (2017) Trends in the EU SVODmarket 2017. Available at: https://rm.coe.
int/trends-in-the-eu-svod-market-nov-2017/16807899ab (accessed 12 April 2018).
Flayelle M, Canale N, Vo¨gelec C, et al. (2019) Assessing binge-watching behaviors: Development and
validation of the “Watching TV Series Motives” and “Binge-Watching Engagement and Symptoms”
questionnaires. Computers in Human Behaviour 90: 26–36.
Heiselberg L (2018) Expanding the toolbox: Researching reception of TV programs with a combination of
EDA measurements and self-reports in applied audience research. Participations: Journal of Audience
and Reception Studies 15(2): 18–36. Available at: http://www.participations.org/Volume%2015/
Issue%202/3.pdf (accessed 17 January 2019).
Hillis K, Paasonen S, and Petit M (2015) Networked Affect. Cambridge: The MIT Press.
Horeck T, Jenner M, and Kendall T (2018) On binge-watching: Nine critical propositions. Critical Studies in
Television 13(4): 499–504.
Jenner M (2015) Binge-watching: Video-on-demand, quality TV and mainstreaming fandom. International
Journal of Cultural Studies 20(3): 1–17.
Jenner M (2016) Is this TVIV? On Netflix, TVIII and binge-watching. New Media and Society 18(2): 1–17.
Jenner M (2018) Netflix and the Re-Invention of Television. London: Palgrave MacMillan.
Kubey R and Csikszentmihalyi M (2002) Television addiction is no mere metaphor. Scientific American
286(2): 74–80.
Matrix S (2014) The Netflix effect: Teens, binge watching, and on-demand digital media trends. Jeunesse:
Young People, Texts, Cultures 6(1): 119–138.
Merikivi J, Bragge J, Scornavacca E, et al. (2019) Binge-watching serialized video content: A transdisciplinary
review. Television & New Media. Epub ahead of print 22 May 2019. DOI: 10.1177/1527476419848578.
Available at: https://journals.sagepub.com/doi/abs/10.1177/1527476419848578#articleCitation
DownloadContainer.
16 Convergence: The International Journal of Research into New Media Technologies XX(X)
Mikos L (2016) Digital media platforms and the use of TV content: Binge watching and video-on-demand in
Germany. Media and Communication 4(3): 154–161.
Mittell J (2015) Complex TV: The Poetics of Contemporary Television Storytelling. New York: New York
University Press.
Morris JD (1995) Observations: SAM: The self-assessment manikin: An efficient cross-cultural measurement
of emotional response. Journal of Advertising Research 35(6): 63–68.
Murray JH (1997) Hamlet on the Holodeck: The Future of Narrative in Cyberspace. New York: The Free
Press.
Nathanson DL (1994) Shame and Pride: Affect, Sex and the Birth of the Self. New York: W.W. Norton &
Company.
Ofcom (2017) The communications market report 2017. Available at: http://www.ofcom.org.uk/__data/
assets/pdf_file/0017/ 105074/cmr-2017-uk.pdf (accessed 25 January 2018).
Ophir E, Nass C, and Wagner AD (2009) Cognitive control in media multitaskers. Proceedings of the
National Academy of Sciences 106(37): 15583–15587.
Panda S and Pandey SC (2017) Binge watching and college students: Motivations and outcomes. Young
Consumers 18(4): 425–438.
Perks LG (2015) Media Marathoning: Immersions in Morality. London: Lexington Books.
Pew Research Center (2016) Millennials projected to overtake Baby Boomers as America’s largest genera-
tion. Available at: http://www.pewresearch.org/fact-tank/2016/04/25/millennials-overtake-baby-boom
ers/ (accessed 4 September 2016).
Pittman M and Sheehan K (2015) Sprinting a media marathon: Uses and gratifications of binge-watching
television through Netflix. First Monday 20(10). Available at: https://firstmonday.org/ojs/index.php/fm/
article/view/6138 (accessed 2 November 2015).
Pollak JP, Adams P, and Gay G (2011) PAM: A photographic affect meter for frequent, in situ measurement
of affect. In: Proceedings of CHI 2011, Vancouver, BC, Canada, 7–12 May 2011, pp. 725–734. ACM.
Radeta M, Shafieyoun Z, and Maiocchi M (2014) Affective timelines towards the primary-process emotions
of movie watchers: Measurements based on self-annotation and affective neuroscience. In: 9th
International Conference on Design and Emotion (eds J Salamanca, P Desmet, A Burbano, G
Ludden, and J Maya), Bogota´, Colombia, 6–10 October 2014, pp. 679–688.
Rigby JM, Brumby DP, Gould SJJ, et al. (2018a) I can watch what I want: A diary study of on-demand and
cross-device viewing. In: International Conference on Interactive Experiences for TV and Online Video –
TVX’18, Seoul, Korea, 26–28 June 2018, pp. 69–80. ACM. DOI: 10.1145/3210825.3210832.
Rigby JM, Gould SJJ, Brumby DP, et al. (2018b) Old habits die hard: A diary study of on-demand video
viewing. In: CHI Conference on Human Factors in Computing Systems – CHI ‘18, Montreal, Canada, 21–
26 April 2018, Paper No. LBW016. ACM. DOI: 10.1145/3170427.3188665.
Rigby JM, Brumby DP, Gould SJJ, et al. (2019) Development of a questionnaire to measure immersion in
video media: The film IEQ. In: International Conference on Interactive Experiences for TV and Online
Video – TVX’19, Salford (Manchester), United Kindgodm, 05–07 June. pp. 35–46. ACM. DOI: 10.1145/
3317697.3323361.
Rigby JM, Gould SJJ, Brumby DP, et al. (2016) Watching movies on Netflix: Investigating the effect of
screen size on viewer immersion. In: 18th International Conference on Human-Computer Interaction with
Mobile Devices and Services Adjunct – MobileHCI ‘16, Florence, Italy, 6–9 September 2016, pp.
714–721. ACM. DOI: 10.1145/2957265.2961843.
Rubin AM (1983) Television uses and gratifications: The interactions of viewing patterns and motivations.
Journal of Broadcasting 27(1): 37–51.
Ruggiero TE (2000) Uses and gratifications theory in the 21st century.Mass Communication & Society 3(1):
3–37.
Shim H and Kim KJ (2018) An exploration of the motivations for binge-watching and the role of individual
differences. Computers in Human Behaviour 82: 94–100.
Castro et al. 17
Shim H, Lim S, and Womans E (2017) The moderating effect of immediate gratification and need for
cognition on binge-watching attitude-behavior relation. In: 67th Conference of the International Commu-
nication Association, San Diego, USA, 25–29 May 2017.
Soleymani M, Asghari-Esfeden S, Fu Y, et al. (2016) Analysis of EEG signals and facial expressions for
continuous emotion detection. IEEE Transactions on Affective Computing 7(1): 17–28.
Spangler T (2013) Netflix survey: Binge-watching is not weird or unusual. Available at: http://variety.com/
2013/digital/news/netflix-survey-binge-watching-isnot-weird-or-unu-sual-1200952292/ (accessed 14
December 2013).
Steiner E and Xu K (2018) Binge-watching motivates change: Uses and gratifications of streaming video
viewers challenge traditional TV research. Convergence: The International Journal of Research into New
Media Technologies. DOI: 10.1177/1354856517750365.
Sung YH, Kang EY, and Lee W (2015) A bad habit for your health? An exploration of psychological factors
for binge-watching behavior. In: 65th Annual Conference of International Communication Association,
San Juan, Puerto Rico, 21–25 May 2015. Summary retrieved from: Feelings of loneliness, depression
linked to binge-watching television, ScienceDaily. Available at: www.sciencedaily.com/releases/2015/01/
150129094341.htm (accessed 17 October 2016).
van der Meij L, Almela M, Hidalgo V, et al. (2012) Testosterone and cortisol release among Spanish soccer
fans watching the 2010 World Cup final. PLoS ONE 7(4): e348144.
Watson D, Clark LA, and Tellegen A (1988) Development and validation of brief measures of positive and
negative affect: the PANAS scales. Journal of Personality and Social Psychology 54(6): 1063–1070.
Author biographies
Deborah Castro holds a PhD in Communication from Autonomous University of Barcelona (Spain). She is a
lecturer at the Department of Media and Communication in Erasmus University Rotterdam (The Netherlands)
and a Research Fellow at ITI/LARSyS (Portugal). Her main research interests lie in the fields of audience and
television studies. Her research has been published in peer-reviewed journals such as Revista Latina de
Comunicacio´n Social (2018) and International Journal of Communication (2018).
Jacob M Rigby holds an EngD in Human Computer Interaction from University College London
(the United Kingdom). He studies the use of mobile device while watching television (media multitasking)
and the use of on-demand services. His work has been published in venues such as the ‘CHI Conference on
Human Factors in Computing Systems’ and the ‘International Conference on Interactive Experiences for
TV and Online Video’ (TVX).
Diogo Cabral holds a PhD in Computer Sciences from Universidade NOVA de Lisboa (Portugal). He is a
Senior Research Fellow at ITI/LARSyS, IST, University of Lisbon (Portugal). In his research, he develops
tools that foster and augment creativity for knowledge workers and artists, crossing the fields of Human-
Computer Interaction and Multimedia. His work has been published in top venues, such as ACM CHI, and
Multimedia Tools and Applications.
Valentina Nisi holds a PhD in Mobile Location Aware Multimedia Stories from Trinity College Dublin
(Ireland). She is an Assistant Professor at the University of Madeira, Adjunct Faculty at the HCI Institute
Carnegie Mellon and founding researcher at ITI/LARSyS, IST, University of Lisbon (Portugal). Her work
focuses on designing, producing and evaluating digitally mediated experiences. Her work has been published
and shown internationally.
18 Convergence: The International Journal of Research into New Media Technologies XX(X)
